ABSTRACT
INTRODUCTION John Mason's An Excellent Tragedy of Mulleasses the Turke, and Borgias Governour of Florence, simply known
as The Turke (1606/pub.1610), draws on the Elizabethan public interest in Turk plays and it is an attempt to explore monotony among people of diverse cultures. The Renaissance England viewed the Ottoman Turks as a potent threat to its religion and nation. The major accounts of the Ottoman Sultans are predominantly inaccurate as they are Travel literature continued to dominate the Western discourse about the infidel Turks. Naji Oueijan remarks that the Elizabethan travel books helped to popularize the false image of Islam and the Orient (Oueijan, 1996) . Normal
Daniel holds that this ‗tradition inherited from the Medieval West' (Daniel, 1966) . The West has inherited much of the traditional hatred of Islam as the enemy of Christendom (Said, 1978) . Kabbani remarks that the Western dramatists believe that the entire 'East was a place of lascivious sensuality ' (Kabbani, 1986) . The images of the Turkish Other as God's Scourge, Antichrist, Pagan, Heretic, Chivalrous, and/or Lustful -were extended to the new foe, some more frequently than others (Tolan, 2002 The play is full of negative images of the Muslim Turks. The play takes up the themes or ambitions, the pursuit for authority, brutal sensualism, sexual obstinacy, and so forth which were established in a number of portraits and episodes taken from a fantasy world. The play has a prominence on the Turk's interest in sexuality such as eunuchs and concubines.
Mason's play reveals the complex position of the Turk in English imagination. The play illustrates the persistent bigotry of Elizabethan England and the austere connotations of the institutionalized prejudice. The tragedy transcends particular Turkish culture of lust and treachery. It explores the ways in which racial characters are treated by Elizabethans in London, and how these entities beheld themselves within the multifaceted social framework that these numerous interactions and self-images reveal in the play. In addition to the plays' text, Mason establishes these actual characters to challenge the despotic conducts of Elizabethan society. Elizabethan Britons began to demonize, polarize, and alterize the Turks. They established in their popular and widely read works the stereotype of the Muslim in plays and poems (Matar, 1999) . The -Turk‖ was represented as cruel and tyrannical, deviant, and deceiving; the -Moor‖ was sexually overdriven and emotionally uncontrollable, vengeful, and religiously superstitious (Matar, 1999) . Given the repeated superimpositions of Turkish models of bad sultans, it is not astonishing that the same typecasting of the Turks as sexually unclean people appeared in the Renaissance period. The Turks are depicted as a folk who disobeys God, nature, and English law, and thus they deserve punishment.
The Elizabethans considered the Orient as the domain of 'war, conquest, fratricide, lust and treachery' (Wann, 1915) . Although Turkish customs as well as religion were understood as distinct from those of the Christian West, the Ottoman Turks cast a significantly longer shadow on London stage due to the evolving geopolitical and economic associations between Turkey and the West (Kalmar and Derek, 2005) . In the Renaissance, for example, the Turkish lands became a focus of curiosity for Europeans with respect to the inhabitants' exotic costumes, beliefs, and manners. Some other accounts of the Turks' wickedness, malice and violence, excited the Western public.
Playwrights such as Marlowe, Kyd and Shakespeare introduce historical Turkish figures in their works, by using the Western references of the Turkish history as source material (El-Deen, 1984) . Elizabethan dramatists present an inclusive account of the personalities and lives of the Turkish sultans who ruled during the later periods of the sixteenth century. The depiction is at variance with the conventional Renaissance notion of the Grand Turk as a formidable, cruel tyrant and a brutal murderer. Moreover, Matar remarks that the English writers had already constructed the sexual and military identity of the non-Christian/Indian Other (Matar, 1999) . Therefore, the Ottoman Sultan's sexual lust becomes a typical example of this kind of Oriental treachery.
Mason presents an extreme prejudice against the Turks in the portrayal of Mulleases. Turkishness was a complex social tradition in the Elizabethan England. The play examines the Elizabethan attitudes toward the image of the image a typical sort of the Moorish character that is libidinous and sexually aggressive. The past contact between
Britons and the Moors and Turks helped the literary imagination of English dramatists and poets, in representing their concern about their own culture. However, the West embraces the image of the terrible Turk, the infidel whose intent was to destroy the Christian world and who did not bother to distinguish between the Christian sects (Goffman, 2002) . Al-Olaqi remarks that the image of the Turk is depicted as the gloomy devil and the stereotypical cruel 'Moor'
or 'Turk' -violence, mercilessness, faithlessness, lawlessness, despair, jealousy, frustrated lust (Al-Olaqi, 2016).
Mason's work exploited the general taste of the Elizabethan public for the Turkish sexual lust and treachery on stage, but there is also a solid commendation of violence in the Turkish culture, best exemplified by Mulleases, who seeks to intervene in the Christian lifestyle. The play presents a series of episodes involving intrigues and treacheries involving the Turkish Mulleases and his sponsor the Italian Borgias.
THE TURKISH INFIDEL MULLEASES
The personality of Mulleasses himself may have been based on the figure of the historical king of Tunis, who had been forced to leave his country and to take refuge in Sicily and Naples in 1543. (Hubbard, 1972) . Matar remarks that Renaissance literature shows Muslims with ''no family structure, no natural sexuality, and therefore no place in the civilized world'' (Matar, 1999 anti-Muslim zeal, the author depicts Mulleasses as an avenue to uncontrollable lust and unnatural desire. Lowenthal remarks that 'Turkish men were slaves to their excessive sexual desires' (Lowenthal, 2003 Renaissance history between English women and Turks and Moors (Matar, 1999) . The marriage of a Christian woman to a Muslim man was seen to be theologically (and not just practically) legitimate in some circles (Matar, 1999 gives Christendom self-respect in dealing with a civilization in many ways its superior (Daniel, 1962) . In the early modern period, the depiction of Muslims was a means to help strengthen and secure separate Christian identities in times when many perceived them to be threatened. In the play, the Christian Borgias is as fraudulent as non-Christian publically with the Roman Catholic Church; Catholicism appears to have been as much a menace for England as the Muslim Ottomans (Senlen, 2013) . The Protestant England suffers from internal contradictions of politics, society, and history. The dramatic or theatrical performance considers similarities and differences in how Muslim Turks and Catholic Venetians were symbolized in different epochs. The mostly hostile depictions of Muslims and Catholics found in medieval works on theology, historiography, and politics, were part of conflicts over the creation of a collective Christian identity, upon which a secular European identity was ultimately created.
In classical literature and philosophy, European references refer to the Turks, who conquered the land and absorbed the learning of the Greeks, and note that the Turks fell under the spell of Greek unnatural lust (Matar, 1999) .
Deprived of this allusion, British dramatists explore theories about the Turkish unnatural sexuality. In the case of Shakespeare's Othello, the Moor's wedding love comes to be seen as a purely spiritual relationship, although he is condemned as being lustful. Mulleasses's wife, Maria was chased by King Fernando but she was a truthful and loyal wife as the pure Othello's Desdemona. Mulleasses is completely different from Othello in jealousy. Mulleasses does not care for his dishonour. He has self-admitted unclean sexual performance along with a tragic tale of lust, ambition or revenge, but there are other cultural concerns reproduced in Mason's drama. Therefore, Mason provides the English with a divinely authoritative explanation of how unnatural sexuality had invented and an assurance of damnation for the Turks. He has dehumanized the Turks and placed them in the position of a fundamentally different
Other.
The Orient as a space of infidels and pagans conformed to a traditional structure that opposed the tyranny and licentiousness of the East with the rational, civilized Europe. The West is 'rational, developed, humane, superior" and the Orient is "aberrant, undeveloped, inferior of Said (1978) . The "European was rational, virtuous, mature, normal"' and the Oriental was "irrational, depraved childlike, 'different" (Said, 1978) . The military and lustful Turk is a general representation in which it is associated the Turkish Other with sex and violence. This stereotype had been essential in medieval anti-Islamic polemics, but it would occupy a comparable and perhaps even more significant position in the European Renaissance image of the barbarian Turk. These descriptions are thus in a sense instrumental (Cirakman, 2002) . In a departure from the traditional stereotypes of East and West, Mason has subverted the expectations of the English audience by placing the Turkish noble in the role of the classical villain antagonist. As the tremendously destructive view of the Ottoman Turk as the Other prevailed in the late Elizabethan era, the opposition between English civility and Oriental barbarism help to define England, which was in search of a common ground in religion and politics. However, Linda McJannet's also argues fear and desire, her identified goal is ''to recognize the moments at which Western playwrights enter into dialogue with Ottoman civilization and construct more complicated images of the East" (McJannet, 2006) . Sir Robert Sherley defines the Turks as modern and great leaders of the world, with universal traits that led to the vogue for the Orient in Europe (Chew, 1937) . In spite of this opinion, unpleasant prejudice creeps in Sir Thomas Sherley's Discourse of The Turks (1617) as he mentions Turks as pagans, infidels, sodomites, liars, drunkards, proud, scornful and cruel (Chew, 1937) .
The stereotypes of the -lustful Turk‖ and the -cruel Turk‖ were already forming in early modern European imaginations (Jones, 1942; Wheatcroft, 1993 fears her husband lord Mura disturbing her happiness. Mulleasses does not care for Timoclea's suspicion and asks her for more pleasure. Mulleasses does not want to cause any harm to Timoclea by her husband. Timoclea's relationship is adulterous and sinful yet the climactic execution scene seems to demand that the audience infer her guilt and approve his punishment. In other words, she prostitutes herself, even using a well-known procuress to broker the deal.
The play proposes the troublesome relation between female and male desires at the top echelons of the Arab world.
The author describes the Arab mistress as white, exotic, passionate, and sexually experienced woman. She is a favoured fair, witty, and rich ingénue woman in Arabia. Moreover, she has resisted the bonds of an arranged marriage by maintaining a demonstrably sexual relationship with her first love. purposes, but it proved to be a two-edged sword in the long run. In order to make this image constant, it requires a rather safe distance from, or at least turning a blind eye to the real Muslims who do not worship idols, and who indeed do not view Muhammad as a God. Idolatry is particularly and strictly prohibited in the Holy Qur'an and Hadith, the Tradition. Jones remarks that ''these prohibitions were, as a rule, in the Middle Ages, obeyed, although various sects weakened their effect by the modifications they introduced'' (Jones, 1942 ).
Burton also observes that ‗Christian women, instead, are endangered almost entirely in terms of the body' and that ‗The lustful Muslims, both male and female, who pursue them, show no interest in their conversion' (Burton, 2005) . Christian females in a symbolic relationship to their native country and religion. As Nabil Matar states, this attribution of such sexual practice to the Muslim ‗other' also produced an explanation for conquest which could be perceived as ‗divinely sanctioned because of the moral and sexual deviance of the Other' (Matar, 1999) .
The Turk takes centre-stage as the dominant Other because they were very successful professionals (Matar, 1999 ). Yet, given the disordered sense of the Turks as ‗race', and of the category of ‗Turk' as a fluid identity (bearing in mind the perception of them as racially assorted through the foundation of a convert population), the deceiving nature of Turkish characters on Elizabethan stage must ascend from religious, rather than racial identity. The treachery of the Turkish Mulleasses and his religious identity is a perfect combination in John Mason. In the speeches of Mulleasses's Machiavellian quest of his own advancement and the matter of his Islamic faith is also drawn in the tragedy between his wicked nature of Mulleasses's belief and the infidelity of would-be traitor Borgias.
MANET BORGIAS
The 'the false teacher' (Bayle, 1984) . It is also possible to trace the notion of the 'violent' Muslim that emerges from
Mason's Turkish Mulleases.
Mulleases is presented in a highly negative and murderous Turk. He employs women to serve his own purposes.
For instance, Julia is one of Mulleases's victims. Borgias is the protector of his niece Julia, the young Duchess of teachings and devotion to Christianity in his search of his personal political ambitions. Borgias' deserting of his Christian personality is remarked on by his daughter Amada initial in the play, when he bids Mulleasses her hand in marriage. Having remarked that she would rather perish than ‗live to see those tapers bum/ That lead me to his bed' (I.ii.79-80) she goes on to inquire ‗where's sanctity?' and perceives that:
Religion is the fool's bridle, wome by policy: (Wheatcroft, 2003) .
The image of Turkish promiscuity and lechery is used to emphasize a political issue in terms of sexual pleasure.
For Mason, the sexual deviance among the Turks was unavoidable. Therefore, just as the villain or the enemy must be characterised in contrast to the hero, Turks figure as brutal, barbaric and sexually frustrated which is a certain reference to the Turkish Mulleases who is, as well as being ugly, vulgar and violent. The creation and effect of the comprehensive mood of horror in tragedies of blood, and horror's connection to sexuality and inter-racial relationships centers on transgressions of class as a type of social horror which in turn has involved ties with sexual and racial concerns. The omnipresent use of words like lustful, lecher and debauchery failed and degraded to describe the situation of sex and treachery in Turkey indicates the common sentiment that Turkish morality is already far from Europe's. Funding: This study received no specific financial support.
